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Hymns to a Sleeper

Foreword

Following a year of collaboration through our Critical
Practice Programme, Tashkeel is delighted to be exhibiting
Afra Bin Dhaher’s first solo exhibition in our gallery space.

Selected for the programme for her original and rigorous
approach to making work, Afra has been on a journey
this year of formalizing the language of her practice and
opening up new possibilities to both interpreting her
photographs and experiencing her installations.

Afra’s work seems to strike a chord with so many of the
younger generation in the Emirates - at once celebrating
recent and ingrained histories whilst mourning familial
yet transient encounters. Whilst the audience may project
their own narratives onto the carefully constructed
images, we also know that each element holds a particular
significance for the artist, hinted to through the poetry that
accompanies each work. It is this relationship between

the image and their implicit tales that draw you in to the
underlying intent of the artist, to capture the ephemeral
and intangible.

As the first exhibition in our Critical Practice Programme,
it has been a delight to witness the dialogue between Afra
and Andrew Starner, the performance theorist and theatre
artist, who led her through this new series of windows in
her work. It has been a pleasure developing and working
with both Afra and Andrew and we hope the programme
at Tashkeel continues to trigger such fruitful and sustained
conversations between practitioners.
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Hymns to a Sleeper

Am I Intruding?:

Some thoughts on Afra Bin
Dhaher’s Hymns to a Sleeper

Afra Bin Dhaher is the first artist in Tashkeel's Critical Practice Programme, initiated in 2014. She has worked with
performance theorist and theatre artist, Andrew Starner, her mentor for the last 12 months culminating in her research

and studies with Hymns to a Sleeper.

The Critical Practice Programme seeks to provide artists with sustained critical and discursive support to develop
their work in an environment that encourages progressive experimentation, cross-disciplinary exchange and cross-
cultural dialogue - with the mentor’s area of research tying in with the artist's own practice. The curation of the
courses, in what could be considered a form of residency or study program, remain responsive to the social, cultural
and political contexts inherent in Dubai and the wider Middle East.

I call this catalog essay “Am I Intruding?” because it
captures the feeling of looking onto and into a scene...but
also the critic’s feeling of being an unwanted guest.

To step into the world of Afra Bin Dhaher is to enter
a modern sanctum. Here, in a vivid hush, you make
contact with a fleeting presence whose voice is
captured in brief bursts: the intriguing and oblique
captions that accompany many of the images. But
your host (or hostess) is always either too far ahead
or too far behind. In this new series, artist Afra Bin
Dhaher presents a series of exceptional photographs
depicting unexceptional household items: chairs,
carpets, glossy ceramic items. In her hands, the
fixtures of domestic living acquire the mystery of
sacred objects and the allure of romantic liaison.
According to Bin Dhaher, her most recent work is
intended to answer the question, can there be a
performance without a live body? In these unusual
photographs, the answer may not be “yes,” but it
certainly isn’t “no”.

Bin Dhaher has chosen to accompany her images

with written texts of an unusual kind—they read like
scenes from half-remembered plays (and frequently
feature character’s names and stage directions).
Unlike conventional captions, Bin Dhaher’s brief texts
seem to both explain and obfuscate at the same time
and the cumulative effect is to transform the viewer’s
encounter with her photographs into something richer

and more open-ended. “Come for you have not seen
beauty yet,” one image beckons. Gradually, you may
be overcome with the feeling that you are intruding,
that each photograph’s invitation to look might

not be the same as letting you see. This is a kind of
photography that is akin to mysticism, that obscures
as much as it reveals.

And then, flitting from image to image: a mysterious
visitor, an exotic bird. The unexpected introduction
of a resplendent parrot only momentarily disturbs

the austere emptiness of Bin Dhaher’s world. Hers

is a vision of deserted interior space, but it is not a
depleted one; domestic objects are isolated, the better
to appreciate their formal qualities, but perhaps also
to see the potential for what Freud called cathexis—
the opposite of catharsis, it means to imbue an object
with a special emphasis. These prized possessions
are displayed individually against a staggeringly
beautiful pink backdrop (recalling both viscera and
cotton candy) and encourages the viewer to confuse
foreground and background, creating a floating effect
and contributing to a sense of (strange as it is to say
it) pleasant vertigo. The objects are featured alongside
other works that explore windows, flatness, mediated
representation, and identity, and recall the meticulous
interiors of Jeft Wall or the otherworldly vistas of
Eleanor Antin. Here, Bin Dhaher populates her world
with strange figures whose identities are—often by a
mask of the subject’s own face. Again, the apparent
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Hymns to a Sleeper

depth of each image seems to be contradicted by its
surface and vice-versa.

Bin Dhaher joins a legion of photographers who
in recent years have begun to challenge many of
the orthodoxies of photographic practice. The
story in art history is often told, that over the
course of the 20th century realism in painting
declined as photography replaced its function of
recording and representing real people and real
events. A decade and a half into a new century,
photography might now be in search of a new
mission; its claim to truth undermined by digital
technologies that make it easy to convincingly
alter images. (Though photographers have always
been interested in using their “faithful” medium
to deceive, if with intent to delight.)

Bin Dhaher’s images suggest that photographs
have a different role to play today: rather than
acting as a stable archive the better to prevent
forgetting, this new kind of photograph might
serve to “prevent” remembering—to transform
memory into an ambiguously creative act—a
process rather than a dependable store of
meaning. And one that draws on emotions,
mental states, and individual experience as much
on lenses and light. In Hymns to a Sleeper, viewers
come away with a new “feeling” for photography
that also encourages them to revisit attitudes
and beliefs about previous photographers and
their works.

In a similar spirit, a 2015 conference called
“Photography’s Shifting Terrain: Emerging
Histories & New Practices” was held at New York
University Abu Dhabi. Contributors were asked to
consider how

[n]ew visual vocabularies and practices

are being constructed in vernacular,
documentary and fine art forms; the

same vocabularies and practices can also
challenge these very categories and are often
characterized by a turn to local histories

and mythologies and personal experiences
and needs. Emergent nations and cultural

groups are using photography to construct
their own histories and a sense of shared
cultural heritage. At the same time, both
photographers and photographs increasingly
move between cultures, and the space
between the local and the global has become
a space of situatedness in its own right.

By deploying dreams and associated ideas about
dream logic, Bin Dhaher’s present exhibition calls
into question just how situated this space may
be, and conjures a complex field where the fixity
of the photographic image is always contending
with its own movement away from itself. Indeed,
photography’s mobility, its capacity to circulate as
image (which distinguishes it from other artforms
dependent on material support), might offer a new
vantage point from which to critique the present-
day. As George Baker writes in “Photography’s
Expanded Field,” “the postmodern play with
representational codes seeks a form that would
allow such codes to exceed their place within an
image, within a frame, and return to re-code the
reality or cultural realms that they can no longer
adequately represent.” !

It would be reasonable to approach Bin Dhaher’s
work from the standpoint of portraiture, and
specifically self-portraiture. Indeed, reception of
her previous work has often privileged the artist’s
biography. Afra Bin Dhaher was born in Dubai

in 1990, and since graduating in 2012 from the
American University of Sharjah and beginning a
career in graphic design, she has exhibited her
artistic work in China, Turkey, the UAE, and the
US. She is the recipient of the Ibda’a Media Student
Award, the Sheikha Manal Young Artist Award,
and the Hamdan International Photography Award,
among other awards. It is her shape-shifting

as an artist that arguably is most apparent in
Hymns to a Sleeper, her first solo exhibition. This
work, which emerges from the Critical Practice
Program at Tashkeel, takes the form of a research
agenda which is itself always moving forward and
backward in a kind of hidden dialogue with the self
to explore the idea of displaced transmission in art.
The images of figures, such as Red, Yellow &

~~ 1 - Baker, George. “Photography’s Expanded Field,” October 114 (2005): 136-8.
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Hymns to a Sleeper

Blue Sound Asleep and Gold in a Red Dress are
reminiscent of her previous work, but when
accompanied by captions and exhibited alongside
images of totemic objects in the ten-part House of
I11 the photographs begin to feel less like moments
of decision and more like provisional arrivals and
unceasing discovery. Are the photos prayers to a
slumbering other or are they dreams themselves,
revealing the unconscious as a powerful resource
for art-making? Bin Dhaher makes a powerful
case for the artist as a convincing interpreter

of the confusing world, where emotions are
thoughts and thoughts are deeply felt. And if

we give the sleeper her credit? As much as [ am
emphasizing the ongoingness of each of these
images, it is important also to note how they are
filled with a sense of wholeness. There is no need
to look outside of them for an external referent or
explanation; they are self-validating, complete. And
in their integrity they seem to take on the analyst’s
role, of connecting the shared outer world with the
inner world of the psyche.

Likewise, where Freud makes frequent reference
in The Interpretation qf Dreams to how slippery

and contradictory dreams are, it is clear that the
conclusions to be drawn from Hymns to a Sleeper
will have their truth-value at an angle, on the
slant. So these are dreams, but without being too
whimsical or introspective. They are phantasms
we can all recognize. Indeed, the overwhelming
feeling is of an experience of the self made possible
through the other. So that our initial fears of being
an intruder, while justified, are shown to be

our own resistance to looking inside ourselves-
-this is one way to think about the figures who
people Bin Dhaher’s works. As [ mentioned earlier,
these photos feature uncanny figures who appear
to wear their own faces as masks. I learned that
this was a dictated by necessity; it was a way for
Afra to take her own photos—*“It had to be me,

but it had to be me behind the camera as well.”
Setting up the shot with a placeholder, she
explained, involved satisfying herself that the
image through the viewfinder was correct, “Then
I'd take her (my) place.”

If the resulting images are self-portraits, then
they are unusual ones, to say the least. And they
might relate as much to conceptual portraiture and
absence as to actual portrait-making and presence,
so that we begin to question the relative value of
photography as a vehicle for verifiable facts about
the world. Portraits do tell us about the world;

but they first and foremost they capture (to use
the words of art historian Harry Berger, Jr.) “the
intention to be represented representing oneself.” 2
Berger is writing about the phenomenon of early
modern portraiture, but his comments apply

just as equally to Afra’s latest photos. Arguably,
photographers have inherited the duty of portrait
painters, to interpret their sitter’s souls and depict
them. But they can only do so in oblique and
somewhat surreptitious ways. Importantly, then,
these photos capture the fact of the photo being
staged. Indeed, contemporary photography has
increasingly turned to theatricality to unsettle
presumed binaries such as male and female,
reality and fiction, objective and subjective, public
and private. In Photography and Literature (2009),
Francois Brunet explains that “the emphasis
therefore [has] shifted from what can be said in
photography—either by words or images—to
what is done, happening, or produced in the
photographic ‘act’ or transaction...”. Afra Bin
Dhaher’s photographs make the “performance” of
portraiture (of all forms of self-presentation) the
very subject of her photography. And we can’t help
but be implicated in that ourselves.

7”7  Andrew Starner

~~ 2 - Fictions of the Pose: Facing the Gaze in Early Modern Portraiture” in Representations 46 (1994): 98.
~~ 3 - Brunet, Francois. Photography and Literature. London: Reaktion Books (2009): 108.
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Hymns to a Sleeper

Conversation:

Afra Bin Dhaher and
Andrew Starner

Andrew Starner: There is a powerful element of
playfulness in your work, but it never overwhelms the gravity
of your compositions. (How) Did you set out to achieve this
“serious play”?

Afra Bin Dhaher: This “serious play”, as you refer to it,
is the result of the consciousness and unconsciousness
of an individual. Challenging myself with the medium
and using the photograph as means to remember and

to not remember, helped achieve that. The captions are
used to somewhat bring further understanding of the
images to the viewer and, at the same time, establish

a playful dialogue while awakening the viewer’s
imagination. Visually speaking, the masking of the
subjects, layering of patterns and objects, and containing
them in the same space where their boundaries are
clearly visible contributes to the exuberant aspect of

the compositions. Looking through the works, some
might sense that there is either little, so much or just
enough things happening at the same time. Once a
reader chooses to go through the captions they’d see that
there’s just enough information for interpretation. Even
though the works are presented in a specific order, the
audience can still choose to follow they’re own sequence
while still maintaining the curiosity if they had missed
out on a previous scene from this “play”.

AS: You chose to incorporate lengthy “captions” for many
of your photos in this exhibition, an unusual choice for an
art photographer. Can you explain your motivations for
doing so?

ABD: The captions that work in conjunction to the
photographs are used to explore what a piece of text does
to an image. Do they complement the artist’s intention or

help viewers further understand/obscure them? Do the
works become more engaging? How can these captured
thoughts resonate within audiences? These are some
questions that were on mind during the making of the
works. I aimed to emphasize on the “performance”
aspect of the images and trigger the spectator’s thoughts
while looking through the works. It may seem unusual
for an art photographer to include such captions;

but there’s an amalgamation that’s been happening
across different disciplines. In addition, as artists

we might think that we are creating these works for
ourselves, but our works will eventually be left for an
audience to experience.

AS: Follow-up: Can you say if the captions came to you in
English or Arabic? Does the experience of translating

the written component of your work have any relationship
to how you see your work being received differently by
different audiences?

ABD: The captions were written by my sister, Sheikha,
after explaining to her my thoughts and intentions behind
the images. They were written in English then, translated
into Arabic - except for one of the captions, which was an
anecdote that my mother had mentioned some time ago.

Translating the captions was not an easy task. I guess the
same applies to any language; there is always something
that is “lost in translation”. For instance, the rhyme in
the English could not be achieved in the Arabic. Luckily,
Arabic is a poetic language in itself so that somehow
helped in the translation. The captions were translated

in a way that retains the original message and essence

of both languages in the best way that we could, the rest
would depend on the readers.
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Hymns to a Sleeper

AS: What is at stake for you in referring to a photograph
as a performance without a living body?

ABD: I'm not sure what’s at risk in referring to

the photograph as a performance without a living
body. Although all the elements that constitute a
performance are present in the works, one can alter
their experience if they decide not to read the
captions presented; it’s there where an affiliation
happens between the subject and the spectator.

AS: Previously you've referred to your enthusiasm for
artworks that “communicate with clear intentions.”
Do you feel like your present exhibition corresponds to
that attachment or does it explore more opaque forms
of communication (or even non-communication with
clear intention)?

ABD: With anything I do, I always try to showcase
my intentions in the best way possible - that is the
designer thinking in me. I think these new works do
touch upon further to other forms of communication.
It’s a question I feel I'd know the answer to once an
audience views the works.

That said, when it comes to art, a work is sometimes
appreciated even when the artist’s intention isn’t
clear but it’s because different viewers associate
meaning to the work. It’s really subjective and
dependent on each person’s experience. For example,
I may be attracted to a certain work because of its
color, composition and subject. Knowing about the
artist’s intentions will definitely add context to the
work and make me appreciate it more but [ won’t

be less enthusiastic if I hadn’t known that initially.

AS: Your present work seems even more polished

than previous photographic work. What do you feel
most contributes to the new level of sophistication? Is

it becoming more comfortable with the photographic
apparatus? Your props? An open-ended artistic process?

ABD: Thank you. I'm glad it seems that way. I gained
a level of understanding while working on these new
works and even more on portraiture. Not that I would

label these works as “self-portraits”, but it seems

as though they are. In addition to the honesty of the
works, the learning experience and topics that were

explored in the program have acquainted me further
with ways of making art.

AS: Can you comment on the decision to depict your
figures in profile using photos as masks? Does the mask
reveal or distort? Does the same apply to the photograph?

ABD: My decision of using a masked figure in profile
started out while I was a sophomore enrolled in a
photography basics class. We were asked to create a
self-portrait. At first, I wasn’t sure on how to tackle
on the assignment while not comfortable being my
own sitter. I didn’t want to show my face but, at

the same time, [ wanted to try to fully exploit the
genre. Why would an individual decide to render
their portrait? What forms can it take? Using various
inspirations, I came down to masking my subject with
her own face. Somehow, the mask seemed to reveal
and conceal the subject all at once; in a controlled yet
uncontrolled manner. This had the same effect on
the whole image too. The profile, or turning away the
gaze of the subject added another layer of reading an
image it also lent the images a more preservative feel
where the subject is stuck in between a continuous
yet frozen time.
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Hymns to a Sleeper

< Afra Bin Dhaher

Dubai - 2015

Artist Statement

22nd of January, 2:35pm at Tashkeel’s meeting room. I met Andrew. The sun was
piercing through the window as we were giving our introductions.

Sth of February, 2pm - our first session had begun. We had drawn our discussions
based on thought provoking readings that have challenged the way I think, work
and articulate myself. The texts selected were not only a reminder and a vocalization
of ways on which I hoped to improve my work but also, created a discourse on
topics that I long wanted to work with. We covered illuminating readings on the
representation of gestures, the study of photography as a system of writing and

the role of the uninvited witness/spectator; can being in someone’s dream be the
definition of experiencing art? Can a photograph conceal as much as it reveals?

Through the program, I've come to the realization of the way an artist works.

As there’s a need of constructing images out of the pieces of information we

receive from things we encounter in our everyday life. Whether they are dreams,
conversations, moments, people, objects...etc. Memories of those things are left to
ponder upon; they act as certain reminders of what they are or used to be. With that
said, the reminder or the recognition of those subjects/objects will inevitably get
feeble as time goes by. I therefore, chose to reconstruct and document the objects/
subject/moments while trying to make sense of how meaning is created through

an image. The photograph, as a medium, lends itself to this idea as a means of
immortalizing things that have passed or are yet to become frail.

“Be a scribe! Engrave this in your heart

So that your name might live on like theirs!
The scroll is better than the carved stone.

A man has died: his corpse is dust,

And his people have passed from the land.
It’s a book which makes him remembered

In the mouth of the speaker who reads him.” #

One can think of this in a literal sense of reading words but photographs are meant
to be read. The representations an artist creates are left for the viewer to decipher
and construct an interpretation of the artist’s intention.

.~ 4 -Miriam Lichtheim, Ancient Egyptian Literature, Vol I (Berkeley,1973)
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Gold in a Red Dress
2015

Archival Print
101.6 x109.22cm
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In the quiet of her home, Gold appears in a red dress.
In her lavishly decorated bedroom hangs a chinoiserie
mirror reflecting into infinity.

Gold: Oh mirror of mirrors, look back at me,
unlock my deepest desires and show what [ mostly
want to see!

Mirror: What you want to see, even I cannot reveal
for it is far, far away, long gone and faded into the
winds and dusts. It is now of the unknown.

Silence.

Gold takes a step back.
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Red, Yellow & Blue Sound Asleep
2015

Archival Print
101.6x109.22cm

Sileili Gjlg yaual panl
T.lo

dyapinl dclih

@ | 1,x1.9,TT

Red. Yellow. Blue. Sound asleep. Pigeons knock on the
window with their beaks.

First Pesky Pigeon: [Anxious.] Wake up. The sun
has risen and it’s a new day.

Second Pesky Pigeon: [Cheerfully.] Hurrah!
We’ve made it through the night.

Third Pesky Pigeon: [Noisily.] Wake up. Your
destiny awaits you.

Fourth Pesky Pigeon enters the scene and gets
interrupted by Yellow.

Yellow: Be gone! [She goes back to sleep.]
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White Messengers
2015

Archival Print
101.6 x109.22cm
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Sitting by a water fountain in her rose garden, Olive

looks at an aviary of white pigeons nearby. It is
almost sundown.

First Pigeon: Coo. Coo. The mistress has
come again.

Second Pigeon: [ don’t see another pigeon in
her hand.

Third Pigeon: Maybe it’s time.

All Pigeons: Coo. Coo. It's time.

Olive: I have kept you here long enough.

[She opens the cage.] Go now! Go. Fly as high as

your wings may carry you.

Second Pigeon: [Fluttering in the sky.]
What shall I say if one of them asks about you?

Olive: [She cries out.] Tell them to be at peace
for all is well!.. All is well!
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By The Window
2015

Archival Print
101.6 x109.22cm
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Yellow and her Hoopoe gaze through a window.

Hoopoe: Look Yellow, look at the faraway
mountains and tell me, what do you see?

Yellow: [Squints.] [ see...mountains.
Hoopoe looks at her doubtfully.

Yellow: I see magnificent, mighty mountains
against a sunlight backdrop!

Hoopoe: What do you see?
Yellow: [Squints and concentrates.] A cluster...?

I see a dark cluster moving on the peak of that
mountain. Silhouettes...why, they're birds!

Hoopoe: That is the dance of the golden sparrows.

They welcome a newcomer into their flock.
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Soliloquy

2015

Archival Print
101.6 x109.22cm
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On a rooftop, on a cool starlit night, sits White.
Oh stars, how bright you shine tonight!

If only I could know what you know, see what you
see or hear what you hear.

Eternal stars, what do you think of us?

Of our archaic follies and fumbling which you have
witnessed ever so long?

A breeze comes bringing with it a distant
lulling music.

Do you hear that? You must be, for I see your
radiance flickering against that infinite darkness!

She shuts her eyes and listens.
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The Living Room
2015

Archival Print
101.6 x109.22cm

dERBERBEE

ddysall daje
. lo
dyapinl dclih

@ | 1,x1.9,TT

The living room is quiet and warm. The walls are
covered in a quaint, dusty pink wallpaper with a

pattern that seems to be from the early 1900s. Yellow

sits in an oriental-looking chair. A blue Moroccan
mirror hangs next to two smaller paintings.

The mirror speaks.
Blue Mirror: You're silent today.

Yellow looks at the mirror and then stares back
into blankness.

Yellow: Oh let me be...

Blue Mirror: Tell me

Yellow: In my sleep, I saw fields of bright
blossoms and a bird, as green as an emerald,
fluttering about. It then landed on my shoulder.
Yellow turns to the mirror.

Blue Mirror: The green bird...not many see the

green bird. Rejoice! my dear for good fortune
comes your way!
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Nocturne

2015
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The wise owls say
Sing of the night

Go dance and play
Like stars of bright
And wish you may
And wish you might
But of one star pray
You not lose sight

It is the brightest star of all
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A Winter’s Day
2015

Archival Print
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White sits crossed-armed reclining on a white plastic
chair with a smile on his face as he looks into the
distance. We hear the whistling winds of the desert
caressing the sands and the murmur of young girls
fidgeting about.

White: [Stands. Rummages in his pocket, takes out
some figs wrapped in a tissue that he’s been saving to

share.] “Blue. Yel-lo...”

Yellow ascends to the sky with inflated cotton
candy bags.

Blue watches. She takes a picture.
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Enter Parrot. It stands in the center of the stage and
looks at the audience.

Behold O wanderer

In the House of Three
Should thou be in wonder
From what thou should see
Take time to ponder
Search within thee

Not here, not yonder

But rather in memory
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House of I 1/10
2015
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House of I11 2/10
2015

Archival Print
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Whenever he would buy something, it was always in
multiples lest someone would also want one of what
he had purchased. Upon examining his room, they
found six copies of the poetry book, Fatat Al Arab.
They were the remnants of what he already had
given away. There were ten pairs of the exact same
white, leather sandals lined up against the wall of
his dressing room. Arranged on the credenza, were
an iMac, two laptops, two white iPhones and an
iPad. In his medicine cabinet, were stacks of Just
For Men hair and moustache dye; dark brown-black.
His cupboards, with their endless rows of leather
jackets, amongst many other classified curiosities,
were stories of their own.

Lasds Jal slael na Ladls olyidil ilo Ui syl Lol o8
GliS o dui Cran lgaag sdibyé dulys (ale <l .dio sl
cllim Cuild acjg 28 ol Lo Lilay il .ayell slial youis
e dahuns cbapll dalall Jsliaall puai oo glojl 8pire
Loyl jlga sdlglall (ale caifo alysyi daje (aa glaall
5l Tg plaul goa T silgag Otlgnne Jignad oujlgag
Jlull 2 gua (o elodl Cinag udygadll dilja (na

il aidlja saal b sgaul-o8ls i s "Just For Men”
oo gl G o sdaalall Slidl go Lgl dulgi Al again
nlall lponns Goli ull cidljallg cilaell

42

oy



45

Hymns to a Sleeper

House of 111 4/10
2015
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House of I1 5/10
2015
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They both were from an old generation, which by
now would seem almost extinct. Humbled by the
harshness of the desert life, they both brimmed
with kindness and inner peace.

The ladies lived in separate houses in the same
neighborhood and both owned this chair.
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House of I11 6/10
2015
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They watch White as he ascends. Their eyes fix on his
figure as it is raised into the skies like a feather. They
do not know what is happening.

White sees a bird.

White: [Cries in awe.] Never have I seen such
beauty and majesty in a creature!

Bird: Come for you have not seen beauty yet.

The sunrays sprinkle onto his face, he takes a deep
breath, looks upwards and smiles.
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House of 11 9/10
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House of I11 10/10
2015

Archival Print
101.6 x 109.22cm

/1. il Cu
T.lo
dyapinl dclih

e 1.1,X1.9,TT

On the second day of his passing, two of his
date palms, which once stood proud and mighty,
collapsed to the ground.

It’s true what they say you know, that even plants
grieve the loss of their planter...

Glory be to God.
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Nations New York (2010).
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Scholar. He is the recipient of several awards,
including a fellowship at the Pembroke Center for
Teaching and Research on Women, a grant from

the Creative Arts Council, and a residency at the
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Peace shortlisted in Memefest Competition
2010  1stplace, Sheikha Manal’'s Young Artist
Award in photography category
2010  IBDAA Best UAE Talent for photography
Group Exhibitions
2015 Dubai Design Week, Emirati Pavillion,
Dubai UAE
2015  Emirati Insights, FotoFest Exhibition;
View From Inside: Contemporary Arab
Photography, Video and Mixed Media Art.
ADMATF, Abu Dhabi, UAE
2014 Turning Point, Tashkeel. Dubai, UAE
2014  Art Bus, Dubai Culture and Arts Authority,
Dubai UAE
2014  Past Forward, Contemporary Art from the
Emirates, organized by UAE Embassy &
Meridian International Center. USA
(Washington DC, Texas, California,
Michigan, Illinois and Kentucky)
2013 Abu Dhabi Art, Abu Dhabi, UAE
2012 Tessellation Make-up, Galeri Zilberman.

Istanbul, Turkey
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Emirati Expressions, Manarat Al Saadiyat.
Abu Dhabi, UAE

Biladi, Tashkeel, Shanghai Expo, UAE
Pavillion. Dubai, UAE ; Shanghai, China

The Reflective Mirror, United Nations New
York. New York, USA

Art Dubai, Sheikha Manal’s Young Artist
Award. Dubai, UAE
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Established in 2008 by Lateefa bint Maktoum,
Tashkeel is a contemporary art organisation based in
Dubai committed to facilitating art and design practice,
creative experimentation and cross-cultural dialogue.

Placing the artist at the core, Tashkeel supports the
UAE'’s creative community through studio facilities,
artists’ residencies, international fellowships, a
programme of exhibitions, events and professional
as well as recreational workshops.

Tashkeel currently runs up to three residencies

a year, along with 6 residencies in conjunction

with our partner entities - Delfina Foundation
London, Dubai Culture and Arts Authority and

Art Dubai. Encouraging the exchange of ideas
between international and local practitioners, the
non-prescriptive and process-based nature of the
residencies allows visiting artists to develop projects
in response to their new context, or to conduct
research benefitting from Tashkeel’s resources.

Tashkeel’s exhibition space accommodates up

to six main projects a year, as well as a series of
small-scale events. The programme includes solo
and thematic exhibitions, screenings, workshops
and seminars, fulfilling Tashkeel’s commitment to
bringing art and culture to a wider audience and
engaging the local community.
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